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THE VIENNA OF SCHUBERT AND BRAHMS 
Robert Mealy 


mong all the great European capitals, only 
Aten has been consistently and 

intimately associated with the art of music. 
From the great days of the 1780s when Mozart's 
piano concertos and operas were taking the city by 
storm, to the early decades of this century when 
the “second Viennese school” opened the way 
for much of the musical developments of our 
time, the best music produced in Vienna has been 
the greatest music Western culture has had to 
offer. Alas, this is also a city where some of our 
greatest composers have suffered almost complete 
neglect, usually at the very moment of their finest 
work. So with Mozart, abandoned by Viennese 
society by the end of the 1780s, left to scrape 
together some income by writing endless 
contredances; so with Schoenberg in the 1910s, 
whose new music was met with open derision by 
the musical public. But somewhere in between 
the difficult careers of the two “Viennese schools” 
there were some other composers who managed 
to find a different kind of rapport with this city, 
one which prompted an enormous amount of 
affection from their audiences. Although the 
careers of Franz Peter Schubert and Johannes 
Brahms were separated by only a few decades, 
they each lived in very different times, in very 
different Viennas; yet both were welcomed and 
even honored by the Viennese public. 


Part of this, of course, had to do with the 
changing nature of the public itself. While Mozart 
and Haydn were largely dependent on aristocratic 
patronage, Schubert and Brahms could draw ona 
much larger base of middle-class support as well. 
Many of the cultural forces which dominated 
Vienna in the late-eighteenth century continued 
to play an important role during Schubert’s 
lifetime; for instance, he worked at various times 
as music master for the Esterhazys, an enormously 
wealthy noble Hungarian family which had in 
earlier years employed Haydn. It was during one 
of these stints “in the depths of the Hungarian 
countryside... withouta single person with whom 
I can exchange a sensible word” that Schubert 
produced the vocal quartet Gebet, D. 815. This 
song seems to have been inspired by the young 
Caroline Esterhazy, whom Schubert describes as 


a “certain attractive star,” who continued to catch 
his interest for many years thereafter. Gebet is a 
classic example of Schubert’s extraordinary facility 
for composition. He received Fouqueé’s text after 
breakfast one day, and presented the finished song 
to Caroline that evening for rehearsal. 


Aristocratic heiresses were not Schubert’s 
usual company, however; the famous 
Schubertiades were made up of people like 
himself, from modest middle-class backgrounds, 
who had discovered an intense interest in the arts. 
We generally think of these evenings as being 
devoted to solo songs, but Schubert wrote many 
works for four voices as well, which made their 
first appearance in these intimate gatherings. 
An die Sonne, D. 439 a comparatively early work 
from June of 1816, was first heard in Schubert’s 
house in the Erdberggasse. Ten years later, these 
vocal quartets were taken up by the famous 
Gesellschaft der Musikfreunde—better known as 
the Musikverein—an important Viennese 
institution which was later to be associated 
with Brahms. 


By 1828, Schubert felt himself sufficiently 
well-known by the Vienna public that he could 
finally realize a long-cherished dream: a full- 
length evening concert entirely devoted to his 
own works. “Franz Schubert’s Invitation Concert” 
was launched on March 26th of that year with a 
chorus, soloists, and piano accompaniment, along 
with a string quartet playing some of his 
instrumental works. Around the same time, or 
perhaps a bit later, Schubert finished a lengthy 
setting of Grillparzer’s Mirjams Siegesgesang, 
D. 942 for chorus, soloist, and piano 
accompaniment. The “public” dimensions of 
this work seem to suggest that this work was 
originally intended to feature on the “Invitation 
Concert,” and its omission is curious; perhaps it 
was simply not finished in time. The Siegesgesang 
received a public hearing the following year, but 
in far more tragic circumstances. By November of 
1828, Schubert’s illness had entered a critical 
phase, and he died on the nineteenth of that 
month. A memorial concert was arranged in 
January of 1829, to raise funds for a monument 


es 


sculpted by Joseph Dialer. Along with the 
Siegesgesang, the evening featured Schubert’s great 
E-flat piano trio and the first finale of Mozart’s 
Don Giovanni. 


Some forty years later, in a very different 
Vienna, a “temporary” resident finally decided to 
settle down. Johannes Brahms had originally 
arrived in Vienna, ironically, to improve his 
chances on the job market in Hamburg; an 
important conducting post was to be vacated, and 
he felt his chances would be better if he weren’t 
right on _ the 
scene. He didn’t 
get the job, but 
he did discover 
Vienna, which 
turned out to 
give him a far 
warmer welcome 
than his home- 
town ever did. 
Soon he was va- 
cationing during 
the summer with 
the height of 
Viennese society, 
and making some remarkable new friends. Perhaps 
his most unlikely (to us) new alliance was a deep 
and lasting friendship, begun in the summer of 
1864, with the waltz king Johann Strauss. Brahms 
seems to have been quite taken, not only with the 
man but with his music as well; accounts survive 
of Brahms improvising for hours on some of 
Strauss’s most popular waltzes, and a more concrete 
tribute exists on a fan belonging to Strauss’s 
daughter-in-law, on which Brahms penned the 
opening bars of the Blue Danube, with the words 
“sadly, not by Johannes Brahms.” 


A few months after this idyllic summer, 
Brahms’s mother died, a traumatic event which 
seems to have prompted him to resume a project 
he had long contemplated—a full-length setting 
of the Lutheran funeral sentences. Ein deutsches 
Requiem was finally completed in 1869, after 
much hard work. In its wake, Brahms produced 
a rather different work, a collection of sung waltzes 
on light love poems translated from Eastern 
European sources by G.F. Daumer. This homage 
to his adopted city, and to his friend Johann 
Strauss, is also a tribute to the rich tradition of 
vocal ensemble writing which has always been a 





A Schubert evening at home and at the piano, accompanying the singer Vogl. 


part of Viennese musical culture. One of Brahms’s 
first jobs in Vienna, after all, was to direct the 
Singakademie, and with his omnivorous interest 
in music of the past he was well aware of earlier 
contributions to this genre. (Interestingly, he is 
the only major composer of the later-nineteenth 
century to take on the challenge of writing for 
vocal ensemble with piano.) 


But along with this keen sense of history, and 
of Viennese culture, Brahms also brought to these 
pieces his incomparable gift for part-writing. The 
four-hand piano 
accompaniments 
he fashioned for 
these vocal works 
are so interesting 
in themselves, in 
fact, that they 
were soon pub- 
lished as piano 
duets. Brahms 
himself autho- 
rized this version 
of the Liebeslieder 
Walzer, op. 52, 
but felt that the 
voices were by no means optional, and vastly 
preferred the original, sung version. Usually the 
harshest critic of his own work, Brahms kept a 
special place in his heart for these waltzes. When 
he received his copy of the first printing, he wrote 
back to his publishers that “I must confess that it 
was the first time I smiled at the sight of a printed 
work—of mine!” 


Their geniality may have something to do 
with a sort of romance Brahms was having at the 
time. As so often with him, his deep attachment 
to Clara Schumann’s daughter Julie was kept so 
well hidden that Julie herself had no idea of it, 
until she announced her engagement to another 
man; Brahms was visibly shaken at the news. 
Soon thereafter he wrote what he ironically referred 
toas the “epilogue” or “postlude” to the Liebeslieder 
Walzer: this was to become known as the Alto 


Rhapsody op. 53. & 





—Scholar and performer Robert Mealy has recorded 
and toured with many period-instrument ensembles, 
including the King’s Noyse, Les Arts Florissants, 
Boston Camerata, and the Handel & Haydn Society. 





VOCAL TEXTS 


AN DIE SONNE (TO THE SUN), D. 439 


O Sonne, Kénigin der Welt, 

die unser dunkles Leben erhellt, 
in lichter Majestat; 

erhab’nes Wunder einer Hand, 

die jene Himmel ausgespannt 
und Sterne hingesat! 

Noch heute seh’ ich deinen Glanz, 

mir lacht in ihrem Blumenkranz 
noch heute die Natur. 

Der Vogel buntgefiedert Heer 

singt morgen mir viellecht nicht mehr 
im Wald, und auf der Flur. 

Ich fithle, daf§ ich sterblich bin, 

mein Leben welkt wie Gras dahin, 
wie ein verschmachtend Laub. 

Wer weifS, wie unerwartet bald 

des Hochsten Wort an mich erschallt: 
Komm wieder in den Staub! 


Poem by J.P. Uz 


O Sun, queen of the world, 

who brightens our dark life 

in luminous majesty; 

sublime work of the hand 

which spread out the heavens 

and filled them with stars! 

Today I behold your splendor, 

today nature smiles at me 

in her garlands of blossoms. 

Perhaps tomorrow I will no longer hear 

the songs of the multitudes of bright-feathered 
birds, in the forest or in the meadow. 

I sense that I am mortal, 

my life withers away like the grass, 

like a slowly dying leaf. 

Who can say, how soon and unexpected 

the word of the Almighty will resound to me: 
Come, return to the dust! . 


GEBET (PRAYER), D. 815 


Poem by Fr. de la Motte Fouqué 
Jean Danton, soprano; Pamela Dellal, mezzo-soprano; Ryan Turner, tenor; Thomas Jones, baritone 


Du Urquell aller Giite, 

du Urquell aller Macht, 
lindhauchend aus der Bliithe, 
hochdonnernd aus der Schlacht, 
allwarts ist dir bereitet 

ein l'empel und ein Fest, 
allwarts von dir geleitet, 

wer gern sich leiten lat. 


Du siehst in dies mein Herze, 
kennst seine Lust und Noth, 
mild winkt der Heimath Kerze, 
kiihn ruft glorwiird ger Tod. 


Mit mir in eins zusammen 
schlingt hier sich Kindes Huld, 
und drauSen leuchten Flammen 


abbrennend Schmach und Schuld. 


O source of all goodness, 

O source of all power, 

in the delicate scent of the blossom, 
in the mighty thunder of the battle, 
everywhere is prepared for you 

a temple and a feast, 

everywhere are led by you 

those who would gladly follow. 


You see into this, my heart, 

you recognize its desires and needs, 
the homeland’s candle gently beckons, 
glorious death calls boldly. 


Closely intertwined with my heart 

is a spirit of childlike grace, 

and outside the cleansing flames glow, 
annihilating disgrace and sin. 





Bereit bin ich zu sterben 
im Kampf der Ahnen werth, 


nur sicher’ vor Verderben 


mir Weib und Kind am Heerd. 


Dein ist in mir die Liebe, 

die diesen beiden quillt, 

dein auch sind muth’ge Triebe 
davon die Brust mir schwillt. 


Kann es sich mild gestalten, 
so laf$ es Herr gescheh’n, 
den Frieden fiirder walten 


und Sitt’? und Ruh’ besteh’n. 


Wo nicht, so gib zum Werke 
uns Licht in Sturmesnacht, 
du ew ge Lieb und Starke, 
dein Wollen sei vollbracht. 


Wohin du mich willst haben, 
mein Herr! ich steh bereit. 
Zu frommen Liebesgaben, 
wie auch zum wackern Streit. 


Dein Bot’ in Schlacht und Reise, 


dein Bot im stillen Haus, 
ruh’ ich auf alle Weise 


doch einst im Himmel aus. 


I am ready to die 
in the battle worthy of my ancestors, 
only safe from destruction, 


my wife and child at the hearth. 


It is your love in me 
which wells up for these two, 
yours also are the courageous inclinations 


with which my breast is filled. 


If the result can be a gentle one, 
then let it happen, Lord, 

let peace henceforth prevail 

and let propriety and peace endure. 


If not, then grant light 

to our work in the stormy night, 
O eternal love and strength, 
may your will be done. 


Wherever you would send me, 
my Lord, I am ready— 

To devout acts of love, 

or to the valiant struggle. 


I will be your messenger in battle and in the journey, 


your messenger in the peaceful house, 
and no matter what may befall, 
I shall have my rest one day in heaven. 


MirJAMS SIEGESGESANG (MIRIAM’S SONG OF TRIUMPH), ». 942 
text by Franz Grillparzer 
Margaret O'Keefe, soprano 


Chorus 
Riihrt die Cymbel, schlagt die Saiten, Sound the cymbals, pluck the strings, 
laft den Hall es tragen weit, let the sound carry far, 


the Lord is great at all times, 
great today, before all ages! 


egrofs der Herr zu allen Zeiten, 
heute grof vor aller Zeit! 


Soprano 

Aus Egypten vor dem Volke 

wie der Hirt, den Stab zur Huth, 
zogst du her, dein Stab die Wolke, 
und dein Aug’ des Feuers Gluth. 


Out of Egypt, before the people 

like a shepherd, carrying his crook, 

you moved ahead, the clouds your staff, 
and your eye the embers of the fire. 


please turn the page quietly 


a _ 


Chorus, Soprano 

Zieh’ ein Hirt vor deinem Volke, 
stark dein Arm, dein Auge Gluth, 
Und das Meer hért deine Stimme, 
thut sich auf dem Zug, wird Land. 
Scheu des Meeres Ungethiime 
schau’n durch die krystall ‘ne Wand. 
Wir vertrauten deiner Stimme, 
traten froh das neue Land. 


Doch der Horizont erdunkelt, 
Ross und Reiter lést sich los, 
Horner larmen, Eisen funkelt, 

es ist Pharao und sein Trofs! 

Herr, von der Gefahr umdunkelt, 
hilflos wir, dort Mann und Rof. 
Und die Feinde mordentglommen, 
dringen nach, den sichern Pfad, 
jetzt und jetzt. 


Da horch! welch Sauseln! 

Wehen, Murmeln, Drohnen, horch! 
Sturm! 

‘s ist der Herr in seinem Grimme, 
einstiirzt rings der Wasser Thurm, 
Mann und Pferd, Rof§ und Reiter, 
eingewickelt, umsponnen, 

im Netze der Gefahr, 

zerbrochen die Speichen ihrer Wagen, 
todt der Lenker, todt das Gespann. 


Soprano, Chorus 

Tauchst du auf, Pharao? 

hinab, hinunter in den Abgrund, 
schwarz wie deine Brust. 

Und das Meer hat nun vollzogen, 
lautlos rollen seine Wogen, 
nimmer gibt es, was es barg, 


eine Wiiste, Grab zugleich und Sarg. 


Chorus 

Schrecklich hat das Meer vollzogen, 
lautlos rollen seine Wogen, 

nimmer gibt es was es barg, 


Frevlergrab, zugleich und Sarg. 


Soprano, Chorus 

D’rum mit Cymbeln und mit Saiten 
lafSt den Hall es tragen weit 

Grof der Herr zu allen Zeiten, 
heute grof vor aller Zeit! 


Lead, a shepherd, at the head of your people, 
strong your arm, your eye glowing embers, 
And the sea hears your voice, 

opens to the procession and turn to land. 
Shyly the monsters of the deep 

look through the crystalline wall. 

We trusted your voice, 

and happily trod the new country. 


But the horizon darkens, 

steed and rider can be seen, 

horns sound, iron gleams, 

It is Pharaoh and his host! 

Lord, surrounded by the darkness of danger, 
we are helpless, there men and horses 

and murderous enemies, 

in pursuit, on the sure path, 

even now. 


But listen! what rustling! 

Blowing, murmuring, thundering, hark! 
A storm! 

It is the Lord in his anger 

all around, the waters collapse, 

man and horse, steed and rider, 

are cocooned and spun 

in the net of danger, 

the spokes of their carriages are broken, 
dead the driver, dead the team. 


Do you emerge, Pharaoh? 

Down, down into the abyss, 

as black as your heart. 

And the sea has now done its job, 

silently roll the waves, 

what the sea has concealed it will never give back, 
it is a wilderness: at once tomb and coffin. 


Dreadfully the sea has done its job, 

silently roll the waves, 

what the sea has concealed it will never give back, 
it is at once the grave and the coffin of the evildoers. 


Therefore let cymbals and strings 
carry the sound far, 

The Lord is great at all times, 
great today, before all ages! 
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LIEBESLIEDER WALZER (LOVE-SONG WALTZES), op. 52 
Verses from “Polydora” by Georg Friedrich Daumer 


Rede, Madchen, allzu liebes, 
Das mir in die Brust, die kiihle, 
Hat geschleudert mit dem Blicke 
Diese wilden Glutgefiihle! 


Willst du nicht dein Herz erweichen, 


Willst du, eine Uberfromme, 
Rasten ohne traute Wonne, 


Oder willst du, dafS ich komme? 


Rasten ohne traute Wonne 
Nicht so bitter will ich biifen. 


Komme nur, du schwarzes Auge, 


Komme, wenn die Sterne griifen. 


Am Gesteine rauscht die Flur, 
Heftig angetrieben: 

Wer da nicht zu seufzen weif, 
Lernt es unterm Lieben. 


Rede, Madchen, allzu liebes 


Tell me, maiden dearest, 

who in this cool breast of mine 
have with your glances 

roused these wild ardors! 


Will you not soften your heart? 
Will you live, nun-like, 
without the sweetness of love, 
or may I come to you? 


To live without the sweetness of love 

is a bitter lot I would not bear. 

Then come, my black-eyed one, 

come when the stars give their greeting. 


Am Gesteine rauscht die Flut 


Against the rocks the torrent, 

violently driven, dashes itself: 

he who does not know how to sigh like this 
will learn through loving. 


O die Frauen 


Christopher Marrion, tenor; Peter Gibson, baritone 


O die Frauen, o die Frauen, 

Wie sie Wonne tauen! 

Ware lang ein Monch geworden, 
Waren nicht die Frauen! 


Oh women, women, 

what ecstasy they bring! 
But for women Id long ago 
have become a monk! 


Wie des Abends schéne Rote 


Janice Giampa, soprano; Mary Ann Valaitis, mezzo-soprano 


Wie des Abends schéne Rote 
Méchv ich arme Dirne gliihn, 
Einem, Einem zu Gefallen, 


Sonder Ende Wonne spriihn. 


If only I, a humble maiden, 


could glow with the beauty of an evening sunset! 


To please one, one alone, 


would be a fount of endless bliss! 


please turn the page quietly 
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Die griine Hopfenranke 


Die griine Hopfenranke, 

Sie schlangelt auf der Erde hin. 
Die junge, schéne Dirne, 

So traurig ist ihr Sinn! 


Du hire, griine Ranke! 

Was hebst du dich nicht himmelwarts? 
Du hore, schéne Dirne! 

Was ist so schwer dein Herz? 


Wie hdbe sich die Ranke, 

Der keine Stiitze Kraft verleiht? 
Wie wire die Dirne frohlich, 
Wenn ihr der Liebste weit? 


The green tendrils of the vine 
are drooping on the ground. 
The fair young maiden, 

how sadly she too droops! 


Say, ye green tendrils, 

why do you not stretch up to the sky? 
Say, fair maiden, 

why is your heart so heavy? 


How can the vines grow upwards 
without supports to lend them strength? 
How can the maid be joyful 

when her beloved is far away? 


Ein kleiner, hiibscher Vogel 


Ein kleiner, hiibscher Vogel nahm den Flug 
Zum Garten hin, da gab es Obst genug. 
Wenn ich ein hiibscher, kleiner Vogel war’, 
Ich saumte nicht, ich tite so wie der. 


Leimruten-Arglist lauert an dem Ort; 

Der arme Vogel konnte nicht mehr fort. 
Wenn ich ein hiibscher, kleiner Vogel war’, 
Ich saumte doch, ich tite nicht wie der. 


Der Vogel kam in eine schéne Hand, 

Da tat es ihm, dem Gliicklichen, nicht and. 
Wenn ich ein hiibscher, kleiner Vogel war’, 
Ich sdumte nicht, ich tate doch wie der. 


A pretty little bird took its flight 
into a garden full of fruit. 
If I were a pretty little bird 


I wouldn’t hesitate, I'd do the same. 


A trap made of lime twigs had been set for him; 
the poor bird could not escape. 

If I were a pretty little bird, 

I'd hesitate, I wouldn’t do the same. 


The bird ended up in the hand of a beautiful lady; 
the lucky creature wanted nothing better. 

If I were a pretty little bird, 

I wouldn’t hesitate, I’d do just the same. 


Wohl schén bewandt 


Katharine Emory, mezzo-soprano 


Wohl schén bewandt 
War es vor ehe 

Mit meinem Leben, 
Mit meiner Liebe; 
Durch eine Wand. 

Ja, durch zehn Wande 
Erkannte mich 

Des Freundes Sehe. 
Doch jetzo, wehe, 
Wenn ich dem Kalten 
Auch noch so dicht 
Vorm Auge stehe, 

Es merkt’s sein Auge, 
Sein Herze nicht. 


How happy once 
seemed to be 

my life, 

my love! 

Through a wall, 

even through ten walls 
my lover’s gaze 
would reach me. 

But now, alas, 

even if I stand 

right in front 

of his cold face, 

his eyes and his heart 
are closed to me. 





Wenn so lind dein Auge mir 


Wenn so lind dein Auge mir 
Und so lieblich schauet 
Jede letzte Triibe flichet, 


Welche mich umgrauet. 


Dieser Leibe sch6ne Glut, 
Laf$ sie nicht verstieben! 
Nimmer wird, wie ich, so treu 
Dich ein andrer lieben. 


When your eyes rest on me 
so kindly and lovingly, 
every last trouble 

that besets me flees. 


Oh do not let the sweet glow 
of that love die down! 

No one will ever love you 

so truly as I. 


Am Donaustrande 


Am Donaustrande, da steht ein Haus, 

Da schaut ein rosiges Madchen aus. 

Das Madchen, es ist wohl gut gehegt, 

Zehn eiserne Riegel sind vor die Tiire gelegt. 
Zehn eiserne Riegel—das ist ein Spafs; 


Die spreng’ ich, als waren sie nur von Glas. 


On the Danube’s banks there stands a house 
from which a bonny maid looks out. 

The maid is very well guarded; 

ten iron bolts protect her door. 

Ten iron bolts—that’s a joke! 

[ll break them down as if they were but glass. 


O wie sanft die Quelle 
O wie sanft die Quelle sich Oh how gently the stream 
Durch die Wiese windet! winds through the meadow! 
O wie schon, wenn Liebe sich Oh how sweet when love 
Zu der Liebe findet! finds an answering love! 


Nein, es ist nicht auszukommen 


Nein, es ist nicht auszukommen 
Mit den Leuten; 

Alles wissen sie so giftig 
Auszudeuten! 


Bin ich heiter, hegen soll ich 
Lose Triebe; 

Bin ich still, so heifst’s, ich ware 
Irr aus Liebe. 


No, there is no bearing 
with these people; 

they twist everything 
so spitefully. 


If ’'m merry, then say ’'m haunted 
by loose thoughts; 
if ’m quiet, they say 


I’m crazed with love. 


Schlosser auf! und mache Schlosser 


Schlosser auf! und mache Schlosser, 
Schlésser ohne Zahl! 

Denn die bésen Mauler will ich 
Schliefen allzumal. 


Come, locksmith, and make me padlocks, 
padlocks without number! 

[ll lock up their malicious mouths 

once and for all! 


Vogelein durchrauscht die Luft 


Mara Bonde, soprano; Luz Bermejo, mezzo-soprano 


Vogelein durchrauscht die Luft, 
Sucht nach einem Aste; 
Und das Herz, ein Herz begehrt’s, 


Wo es selig raste. 


A little bird flies far and wide 
in quest of a branch; 

and a heart seeks another heart 
where it can rest in peace. 


please turn the page quietly 
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Sieh, wie ist die Welle klar 
Mark Sprinkle, tenor; Herman Hildebrand, baritone 


Sieh, wie ist die Welle klar, 
Blickt der Mond hernieder! 
Die du meine Liebe bist, 
Liebe du mich wieder. 


See how clear are the waves 

when the moon shines down on them! 
You who are my love, 

return my love! 


Nachtigall, sie singt so schon 


Nachtigall, sie singt so schon, 
Wenn die Sterne funkeln, 
Liebe mich, geliebtes Herz, 


Kiisse mich im Dunkeln! 


The nightingale sings so sweetly 
when the stars are shining. 

Love me, beloved heart, 
embrace me in the darkness! 


Ein dunkeler Schacht ist Liebe 


Ein dunkeler Schacht ist Liebe, 
Ein gar zu gefahrlicher Bronnen; 
Da fiel ich hinein, ich Armer, 
Kann weder horen noch sehn. 
Nur denken an meine Wonnen, 
Nur stéhnen in meinen Weh’n. 


Love is a dark pit, 

an all too dangerous well; 
woe is me, I fell in, and now 
can neither hear nor see; 

I can but muse on my bliss, 
only bemoan my sorrows. 


Nicht wandle, mein Licht 


Nicht wandle, mein Licht, dort auSen 
Im Flurbereich! 

Die FiifSe wiirden dir, die zarten, 

Zu nafs, zu weich. 


All iiberstrémt sind dort die Wege, 
Die Stege dir; 

So iiberreichlich trante dorten 

Das Auge mir. 


Es bebet das Gestrauche; 
Gestreift hat es im Fluge 
Ein Végelein. 

In gleicher Art erbebet 

Die Seele mir, erschiittert 
Von Liebe, Lust und Leide, 
Gedenkt sie dein. 


Murray Kidd, tenor 


Do not stray, dear love, 

in yonder flowery meadow; 
It is too wet, too yielding, 
for your tender feet. 


All flooded are the paths 
and tracks there, 

so profusely have my eyes 
there shed tears. 


Es bebet das Gestrauche 


The branches tremble; 

a little bird 

has brushed them in his flight. 
Disturbed in like fashion, 

my soul trembles 

with love, desire and grief 
when it thinks of you. 
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Handel & Haydn Society 


Horticultural Hall, 300 Massachusetts Avenue, Boston, MA 02115 
(617) 262-1815 ¢ FAX (617) 266-4217 www.handelandhaydn.org * handlhaydn@aol.com 


CELEBRATE THE SCHUBERT AND BRAHMS 
ANNIVERSARY YEAR WITH Hi 


_ Mepaasona, Overture to A Midsummer Night’s Dream, op. 21 
Schubert: Symphony No. 5 in B flat, D. 485 
Brahms: Serenade No. 1 in D Major, op. 11 


Priday, May 2 at 8 p.m. and 
Sunday, May 4 at 3 p.m. 
At Symphony Hall 


Christopher Hogwood, conductor 
—y’ 


Enhace your concert experience with the Preconcert Discussion Series, 
open to all H erH subscribers for a nominal charge. 
The Schubert/Brahms Anniversary speaker is Steven Ledbetter. 


TO ORDER TICKETS TO INDIVIDUAL CONCERTS, CALL THE H&¢H Box OFFICE AT 
(617) 266-3605, MonbDayY—Fripay, 10 A.M.—6 P.M. 









WINNER OF THE 1995 Settin 
ASCAP/CHORUS AMERICA AWARD etting 
FOR ADVENTUROUS PROGRAMMING the Standard... 


THE CANTATA SINGERS & ENSEMBLE 


David Hoose, Music Director 










"the professional Boston group that serious music lovers take most seriously.’ 
Lloyd Schwartz, The Boston Phoenix 


“Choral singing doesn't come any better than this.” 
Richard Dyer, The Boston Globe 


Single tickets: $13-S37 © (617) 267-6502 


PROGRAMS INCLUDE 
Schubert Mass No. 5 in A-flat, 
Works of Schoenberg and Bruckner 
January 24 & 26, 1997 
Bach’s Saint John Passion 
March 21 & 23, 1997 
Music of Haydn and Merryman 
May 9 & II, 1997 


All concerts in Jordan Hall at New England Conservatory 














H&H: America’s Premier Chorus and Period Orchestra 


CHRISTOPHER HoGwoob, ARTISTIC DIRECTOR 


The 1997-98 Season: Hear the Difference... 


At Symphony Hall 


HANDEL: L’ALLEGRO, IL PENSEROSO 
ED IL MODERATO 

Friday, October 24, 1997 at 8 p.m. and 
Sunday, October 26 at 3 p.m. 

Christopher Hogwood, conductor 


George Frideric Handel’s glorious oratorio 


HANDEL: MESSIAH 
December 5, 6, 7, and 10 

John Finney, conductor 
Dominique Labelle, soprano 
Stephen Rickards, countertenor 
David Gordon, tenor 


H&H’s 144th annual production, in the 
1753 version. 


BACH & SONS/BRUBECK & SONS 
Friday, January 30, 1998 at 8 p.m. and 
Sunday, February | at 3 p.m. 


Jazz legend Dave Brubeck and his sons play 
alongside H&H’s period orchestra, conducted 
by Christopher Hogwood, in a program 


alternating Jazz and Baroque music. 


HANDEL: JULIUS CAESAR 
Friday, March 27 at 7:00 p.m. and 
Sunday, March 29 at 2 p.m. 
Christopher Hogwood, conductor 
Sylvia McNair, Cleopatra 

Daniel Lichti, Achilla 


Concert performances of Handel’s most popular 
opera Julius Caesar (Giulio Cesare in Egitto) 


LEVIN PLAYS MOZART 

Friday, April 17 at 8 p.m. and 

Sunday, April 19 at 3 p.m. 

Christopher Hogwood, conductor 
Robert Levin, harpsichord and fortepiano 


Mozart: Piano Concerto No. 1 in F, K. 37 
Haydn: Symphony No. 96 in D, “The Miracle” 
Mozart: Piano Concerto No. 27 in B flat, K. 595 


At Jordan Hall at New England Conservatory 


BACH: CHRISTMAS ORATORIO 
Thursday, December 18 at 8 p.m. and 
Sunday, December 21 at 3 p.m. 

John Finney, directing 


The first three festive cantatas of J.S. Bach’s 
sacred oratorio: 

Jauchzet, frohlocket 

Und es waren Hirten 

Herrscher des Himmels 


EARLY CHORAL MASTERS 
Friday, February 20 at 8 p.m. and 
Sunday, February 22 at 8 p.m. 
Christopher Hogwood, conductor 


Christopher Hogwood’s debut in the recently 
restored Jordan Hall, featuring: 
Monteverdi: Beatus virand Laudate puert 
Schiitz: Psalmen Davids (1619) selections 
Palestrina: Missa Assumpta est Maria 
Byrd: selected works 


CLASSICAL CHAMBER MUSIC 
Friday, April 3 at 8 p.m. 

John Finney, piano and leader 

Daniel Stepner and Linda Quan, violin 
David Miller, viola 

Myron Lutzke, cello 

Christopher Krueger, flute 


Mozart: Flute Quartet in D, K. 285 


Haydn: Symphony No. 96, arr. for string 
quartet, piano, and flute by J.P. Salomon 


Subscribe to as few as three concerts 
and enjoy priority seating, 
discounted prices, flexible _ 

subscription plans, convenient ticket 

exchange, and more! 


For information, subscriptions, or tickets, 


call the H&H box office at (617) 266-3605. 
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In-depth News & Information 








If youre not getting the whole story, consider what you're missing. 


News & noise 


—___ Give yoursetf time for classical. 
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